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1 Jonzun used the Roland SVC-350 Vocoder. This was a rack model that had two inputs for sound, one 
labelled “Microphone” and another labelled “Instrument”. The sound at the instrument input is set 





























                                                        











































































































































































































                                                        
3 Kant explains the aesthetic judgement as a “disinterested” satisfaction. This is a subjective 
judgement, that does not include any justification of the purpose of the object in question (Beardsley 















































1. Definitions and Background 
 





















                                                        
4 This is a definition that of course overlaps with concepts of electroacoustic music, that is defined 
through its move from acoustic instruments to sound purely produced by speakers (Emmerson 2007, 
p. xiii). This is a concept that largely was developed by Pierre Schaeffer. In his text Traité des objets 
musicaux: Schaeffer defines the “electroacoustics system” describing nine stages from the 
production of sound events to its final projection though loudspeakers (Schaeffer 2017 p. 322-323). 



















                                                        
though, not to use this term since it can also refer to established stylistic directions in Western 
contemporary music. Much of Schaeffer’s motivation for establishing an artistic framework is rooted 
in the concept of “acousmatic”, listening to sounds without any visual reference to what is creating 
the sounds. In his view, this can subsequently create a unique situation of “reduced listening” 
(Schaeffer 2004, p. 78). I will return to this topic in chapter 1.4.3 where I will discuss in more detail 
the aesthetic ideals established through such concepts.  
5 This definition of mediating technology in relation to sound, has similarities to aspects often 
associated with newer digital technology, such as how Leve Manovich talked about the “new media 
object” as something that could be described formally, focusing on the mathematical codes of digital 
media (Manovich 2001, p. 27). However, his examples were taken mainly from visual media, where 
there is a great difference between the analog photographic image connected to reality through a 
chemical reaction, and the later digital images that are created through interpreting binary codes. 
Sound reproduction and mediation of sound, however, always happens through interpretation of 




















































































                                                        
6 This is a discussion that Bolter and Grusin touch upon in their book Remediation: Understanding 
new Media (1999). They define medium, as that which “appropriates the techniques, forms, and 
social significance of other media and attempts to rival or refashion them in the name of the real” 
(Bolter and Grusin 1999, p. 65). In their opinion, the representational aspects of media today are 
always established through reference to earlier forms of mediations.  
 24 
1.2 Defining tools for musical creation, musical 















































































































































































































































































































































































































































































































































































1.4. Historical background - The legacy from 




































































































































































































































































































































































































































































1.4.2 The avant-gardes and experimental artists search for 





































































































































                                                        
7 It could be argued that other contemporary writers of Adorno were more positive to avant-garde 
experiments with technology: for example, Walter Benjamin in his article The Work of Art in the Age 
of Mechanical production published in 1935. Here Benjamin makes a compelling case for the radical 
artistic potential in cinema, arguing that mechanical reproduction could liberate art from its 
bourgeoise constraints (Benjamin 1969). Though he mentions sound recording twice, his entire 
argument is based upon examples from visual arts. The article has often been cited to exemplify the 
impact technology has had on aesthetics, but there is nothing in his article that directly describes 








































































































































































































































































































































































                                                        
8 The Pianola was a mechanical piano that used a piano roll to store and replay the music. Holes in 
the paper of the piano roll corresponded to notes, and when the paper ran through the mechanism 


















































































































































































                                                        
9 I will throughout this dissertation use the term “track” to describe a section of sound as it appears 
in a mediated form, on a record, a cd, tape or as an audio file. It can of course be a recording of a 
musical work, but it can also be a specific version of this work or just a recording of a jam session. 
The word “track” does not therefore specify anything about the aesthetic or artistic status of the 
































2. Beats that broke the law- 
Musical renewals through 






















































































































































































































































































































































































































































































































































































                                                        
















































































































































































































































































                                                        
11 Early reflections are the part of the reverberation that are created when the sound bounces 












































































                                                        
12 The Nyquist-Shannon theorem is actually a collection of several theorems developed in the first 
part of the 20th century to explain the conversion between analog and digital signals (Lüke 1999). 
The easy version of the theorem is that to sample a specific sound wave frequency, you need to have 
the double sampling rate. If you however have an analog sound wave with a higher frequency than 
the half of your sample rate, the sound will be distorted by what is referred to as aliasing (Creasey 











































2.5 The growing acceptance of synthetic drum 




































































































































                                                        
13 This has much in common with Steve Goodman´s description of the “Shanty House Theory”, 
explaining how several urban communities use media technology to establish alternative networks of 































































































2.6 Broadening the horizon for sound: TR-808 





















                                                        
14 Madonna used the TR-909 on the track Vogue as early as 1990, it also featured on the Erotica 
album from 1992, particularly on the track Deeper and Deeper. The sounds from the drum machines 

























































                                                        
15 This process is, in some cases, referred to as “Virtual Analog”. 
16 In this machine they use something called the TRX Synthesis to recreate the sounds from earlier 
analog drum machines (Elektron 2001 p. A 1)  










































































































































3. Sampling - Mashing up 























































                                                        
18 Here Goodwin is referring to Walter Benjamin’s seminal text The Work of Art in the Age of 


















































































































3.1 Sampling: connecting artistic practice with 

























































                                                        








































































3.1.2 The development and packaging of sampling technology 































































                                                        
20 One of the early samplers, the Emulator I (1981/1982) could store a maximum of 2 seconds of 
sound (page 22 of the operating manual (E-MU systems 1982) while the Akai MPC60 from 1988 was 

























                                                        
21 Sanjek makes a compelling case connecting the DJ´s use of recorded music with the emerging 
praxis of sampling within Hip-Hop, but some of his arguments are weakened by the fact that he 
confuses MIDI (Musical Instrument Digital Interphase) with Sampling. “A MIDI converts any sound 
into a series of retrievable signals…..” (Sanjek 1992:608). For an explanation of what MIDI actually is, 











































































                                                        
22 This function was included amongst others in the AKAI S-1000, see operation manual v.2 p. 45 
(Akai Professional 1988). 


























                                                        
24 From my own experience of working with the early Akai samplers (S-950 all the way up to S-3200), 
it required a good knowledge of mathematics to calculate tempo and pitch into percentage of time. 
Since there were no decimals at hand when choosing the percent, the time manipulation was not 








































































3.2 Sampling technology, musical ideologies 
















                                                        
25 The most used VST sampler today, is probably Native Instruments´ Kontakt: as with the early 
hardware samplers, it enables the user to create complex sample based instruments (Native 























                                                        
26 An interesting aspect with Goodwin´s article is how much of it is dedicated to the question of 
authenticity in relation to the early sampler’s ability to simulate the sounds and performance praxis 
of existing instruments. The Akai MPC60 was released the same year the article was published, so 
Goodwin was writing in a context where the samplers were still confined to an original design of 
simulating instruments. He exemplifies this with the discussions that emerged around the band 
Frankie Goes To Hollywood (produced by Trevor Horn), asking: “what did Frankie and their lead 
singer Johnson actually do?” (Goodwin 1998:39). Frankie Goes to Hollywood dominated the UK 
charts in 1984, but most of their records were pieced together by Horn in the studio and not 




















































































































                                                        
27 This refers back to my discussion in the introductory chapter where Sterne pointed to the fact that 
the High-Fidelity ideal emerged with the commercialisation of gramophone technology. In this 
instance, it was important to uphold a direct link between the recorded sound and the actual artist 
performing the music. In this way he claims that concept of High Fidelity works to staple together 





























                                                        
28 The development of conceptual aesthetics is often ascribed to the visual artist Sol LeWitt who in 
the late 1960s stated that artists were more and more interested in the concept or idea behind their 





























                                                        
course, also related to the emergence of performance and events in art as discussed earlier in 




























                                                        
29 After the article, Oswald released a series of releases under the tagline “Plunderphonics” where 

























































































































                                                        
30 They have sampled the chorus, the intro and parts of the bridge but nothing from the actual 





















3.2.2 DAWs, Mashups and digital technology as a critique of 





























































                                                        
31 The official name of the album is however, The Beatles, but due to its white cover, it is generally 
referred to as The White Album.  
32 One of the earlier examples of Mashups that became popular amongst DJs was Girls On Top´s I 
Wanna Dance With Numbers (2001), consisting of the vocals from Whitney Houston´s I Wanna 
Dance With Somebody (Who Loves Me), over Kraftwerk´s Numbers. The year after 2manydjs released 
their album As Heard on Radio Soulwax Pt 2, presenting a range of Mashups in the form of a DJ-mix 
























                                                        
33 Rollie Pemberton (2004) reviewed it for PitchFork, giving it 7.7 out of 10.  In NME Pete Cashmore 
(2005) gave it 10/10.  
34 Much of the negative attitude towards copyright legislation that existed at the time can in part be 
explained through the writings of Lawrence Lessig. In his book Free Culture (2004) he argues that 
sharing copyrighted material over the internet should not be sanctioned as it was done by 
commercial companies, claiming it represents a positive cultural force not damaging the economic 



























                                                        
35 Demers acknowledges the aesthetic quality of The Grey Album, but argues that: “In future years, 
the Grey Album will probably be seen as a highly visible first step in a public backlash against IP 























                                                        
36 In his book, Sonic Boom (2001), John Alderman describes how the music industry, entering the 
21th century, was caught up in a legal battle against internet services that enabled users to share 
MP3 files of copyrighted music. Amongst the most popular of such services was Napster, who 
defended themselves by explaining that they were just providing a service of indexing files the users 
wanted to share, not storing them on their sites. That people wanted to share music was their 
choice, not something Napster should sanction (Alderman 2001, p. 141).    
37 Shiga elaborates here on Riddell´s claim that we (in 2001) might anticipate a music that is based on 
reworking MP3s from the internet, but he does not specifically mention Mash-Ups. This might be due 













































































































3.2.3 Mashing up found objects, diverging from musical 






























































                                                        
38 This is very similar to Oswald’s work, but as I explained he reintroduces the concept of quotation 
through identifying the music in paratextual elements. 
39 This is appears on most of his releases, but is probably most audible on the album Untrue (2007). 
40 A typical example is the “Amen Break”, a drum rhythm from the The Winstons´ Amen, Brother 
(1969), that has been reused and manipulated to such an extent that it is not necessary identifiable 





















































































































                                                        
41 Whether Duchamp was actually behind this piece himself, is today disputed (Hustvedt 2019). 
Something that goes against the “official” story of this piece, is that the original urinal was not a Mott 























































































































                                                        
42 The Orb did however compensate the artists for the use of their material. Rickie Lee Jones was 
paid cash, while Steve Riche was a proper gentleman according to Alex Peterson, agreeing on a 20% 
























                                                        
43 Satie´s concept of furniture music was base an idea of creating music that would be part of the 
noises of the environment. There is only one known performance of Satie´s furniture music, in his 
lifetime. Two pieces was composed to be performed in the intermissions of a small stage play, in 
1920. The four performers where placed in each corners of the room so the sounds would blend with 
the noise of the room. But even if the audience was instructed to not pay attention to the music and 
talk and walk freely around the room, the performance was failed miserably, since the audience sat 






















3.3 Returning to the DJ, A “new” Approach to 





















































































































































































































































                                                        
44 The label on the record identifies the different tunes as: Chic Good Times, Blondie Rapture, Queen 
Another One Bites the Dust, Sugarhill Gang 8th Wonder, Furious 5 Birthday Party and Spoonie Gee 
























































































                                                        
45 This software ware was released in 2004 as a collaboration between the companies Serato and 




































































































































4. Make some Noise – a critical 
reflection on hacking and post 





















                                                        
46 In the Introduction of this dissertation I defined sonic tools as: tools which are used as an artistic 
means to create sound and music, but differ from other instruments as they do not carry the same 
cultural connotations. Traditional instruments are designed and culturally defined as being means for 



















































































































































































































                                                        


























                                                        
48 This is the same company that designed the Traktor DJ-software and the Kontakt software sampler 
I described in chapter 3. 

































































                                                        











































































































































































































































































                                                        
51 This conceptualization of the musical instrument as the Score was also something Alvin Lucier 
promoted when forming the Sonic Arts Union in 1966. Amongst the work produced by this group, 
there were no scores to follow, the score was inherent in the circuitry (Lucier 1998, p. 6). It is also a 















































































































































































                                                        
52 Academic institutions could also invest in such equipment, but it just repeated the situation that 
Kahn describes, that the means for musical production often ended being controlled by a rather 























































































                                                        
53 Electronic toys that were available at the turn of the 1980s became a firm favourite amongst 
Circuit Benders. One particular favourite was the Texas Instruments Speak and Spell series (first 
















































































































































































































                                                        
54An object-oriented programming language is based on manipulating encapsulated objects whose 
internal codes are hidden from the user (Pierce, 2002, p. 226). Though I would claim that this gets 
close to describing Max/MSP, there are disagreements concerning the program’s lack of many of the 

















                                                        
55 For a more in-depth explanation of Max/MSP see d´Escrivan 2011, p. 156-159. 
Fig.	(8)	This	is	the	editing	window	from	Max/MSP,	showing	a	rather	simple	loop	sampler.	The	
grey	lines	are	the	paths	of	messages	between	the	object	(the	dark	grey	boxes)	while	the	dotted	























































































































                                                        
56 The license you agree to when buying most software today defines the codes in the program as 


























































                                                        
57 The GNU project was initiated by Richard Stallman for the purpose of creating a free operating 
system (Stallman 2006, p. 27). Within the general computer society, the free software movement is 
strongly linked to the user community of Linux – a free operating system developed and maintained 
by its community of users. If there is something you want to fix in the program, you are free to do so, 
























































                                                        
58 These authors’ original use of the term “Open Source” is identical to “free software” in describing 
the creative process of sharing programming codes and knowledge, but there are some ideological 
differences between the two concepts when it comes to the commercial rights to software. 



























































                                                        
60 Pure Data was designed by Miller Puckette, who also started the development of Max/MSP, and 

























































































                                                        
61 It is important to note that Shannon’s theory focuses on mathematical models; it was Warren 
Weaver who later speculated that it could perhaps be used to describe communication between 


















































































































































































































































                                                        


















































































































































































                                                        
63 As an influential writer on modernistic and abstract art, Clement Greenberg advocated for a 
development of visual art that called for the abandonment of its mimetic characteristics. In his article 
Towards a Newer Laocoon (first published in 1940), he describes a tendency in painting where the 
picture plane grows shallow and the artist focuses directly on the real surface of the picture plane, 

















































































































































































































































                                                        
64 According to Small, music should be understood as social activity. Instead of analysing “music” he 
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